The rediscovery of democratic traditions of folk song in Germany after the Second World War was not just the counter-reaction of singers and academics to the misuse of German folk song by the Nazis. Such a shift to a more 'progressive' interpretation and promotion of folk tradition at that time was not distinct to Germany and had already taken place in other parts of the Western world. After firstly examining the relationship between folk song and national ideologies in the nineteenth century, this article will focus on the democratic ideological basis on which the 1848 revolutionary song tradition was reconstructed after the Third Reich. It will look at how the New Social Movements of West Germany and the folk scene of the GDR functioned in providing channels of transmission for this, and how in this process a collective cultural memory was created whereby lost songs -such as those of the 1848 Revolution -could be awakened from extinction. These processes will be illustrated by textual and musical adaptations of key 1848 songs such as 'Badisches Wiegenlied' (Baden Lullaby), 'Das Blutgericht' (The Blood Court) and 'Trotz alledem' (For all that) within the context of the West German folk movement and its counterpart in the GDR.
Introduction
The period of the Vormärz (from the fall of Napoleon in 1815 up to March 1848) and the revolution of 1848-49 produced a wealth of political song-writing in Germany. It was an era of restoration, a particularly volatile political period in which broader sections of German society were striving for political emancipation from the princes and kings. A new oppositional political consciousness was reflected in the songs of the period which reflected themes ranging from freedom of speech and the need for democratic and national self-determination to critiques of injustice and hunger, and parodies of political convention and opportunism. A tradition of socially critical songs emerged, one that was marked by ruptures and sporadic revivals over the next century. In the Third Reich these songs were completely banned, causing them to fall into obscurity. But they did not die out entirely and were revived after the Second World War, firstly in the GDR by political song researchers and ethnomusicologists, and then in the 1960s by a new generation of folksingers in West Germany. The rebellious nature of the lyrics of the Vormärz and 1848 songs resonated with countercultural movements in both states who were keen to re-establish their own tradition of democratic songs of protest (Robb 2007a, pp. 11-33) .
This rediscovery, however, was not just the counter-reaction of singers and academics to the misuse of German folk song by the Nazis. Such a shift to a more 'progressive' interpretation and promotion of folk tradition at that time was not distinct to Germany and had already taken place in other parts of the Western world.
After firstly examining the relationship between folk song and national ideologies in the nineteenth century, this article will focus on the democratic ideological basis on which the 1848 revolutionary song tradition was reconstructed after the Third Reich.
It will look at how the New Social Movements of West Germany and the folk scene of the GDR functioned in providing channels of transmission for this, and how in this process a collective cultural memory was created whereby lost songs -such as those of the 1848 Revolution -could be awakened from extinction. These processes will be illustrated by textual and music adaptations of key Vormärz and 1848 songs such as 'Badisches Wiegenlied' (Baden Lullaby), 'Das Blutgericht' (The Blood Court) and 'Trotz alledem' (For all that) within the context of the West German folk movement and its counterpart in the GDR.
The Shifting Ideologies of Folk Revivals
In the revival of the German 1848 revolutionary song tradition after the Second World War, there were ideological processes at play which shaped the interpretation of this tradition in the present. The role of ideology has been the subject of much debate in folk song scholarship. Eric Hobsbawm, in his article 'Inventing Traditions', wrote about the fiction of continuity of much so-called 'tradition' with an historic past, which often presented a distorted reality and served a political purpose (1983).
Eyerman and Jamison, in Music and Social Movements, take a more positive approach while emphasizing that a cultural basis must exist in the first place (1998, p. 38) . Drawing on Raymond Williams' ideas on 'the selective tradition' (1977, p. 115) they discuss how lost traditions are never revived in a pristine form, but how an intentional shaping of the past occurs, influenced by an ideological standpoint in the present (p. 38). Using examples of pioneering folksong collectors such as Cecil Sharp who discovered the Appalachian Anglo-Irish ballads and John Lomax who researched the tradition of American cowboy songs, they note how such 'explorers' always have an agenda, be it theoretical, personal, commercial or political (p. 39). This is undoubtedly also the case with the revivalists of the tradition of 1848 song such as the folklorists of the early twentieth century and post-Second World War period in Germany as well as the German folk singers, groups and archivists in the folk revival of the 1960s onwards.
Folksong research of the last few decades has often centred on the ideological dimension of folk song revivals. As Niall Mackinnon states, '[t] he desire to revive folk song is itself an ideological statement ' (1994, p. 21) . The example is frequently cited of the American Francis James Child, publisher of The English and Scottish Popular Ballads (1882-1898) , whose views held great sway until well into the twentieth century. His criteria of balled selection (which excluded broadsides and American folk song) revealed an ideological approach in itself, one which has been accused of reflecting bourgeois class values (Harker 1985, pp. 101-120) and promoting 'the hegemony of the British ballad' (Bluestein 1972, p. 108) . This continued in England in the early twentieth century with the fieldwork of Cecil Sharp, which centred round the search for a 'national music' (Mackinnon 1994, p. 22) . It was intended to promote national unity and elevate the country's musical tastes (Cohen 2006, p. 29) . In Germany, too, throughout the nineteenth and early twentieth century, the folk ballad had an ideological function in its need to demonstrate the 'Germanness' of folk music (Bohlman 2004, p. 183 Jahrhunderten (Six Centuries of German Folksongs of Democratic Character), the first volume of which was published in the Aufbau (construction) years of the GDR in 1955. This was a German socialist take on 'a six-century course of nationalism that had reached its apex with the founding of the GDR' (Bohlman, p. 71 ). As will be examined, this was to have a profound stimulus on the revival of German democratic folk songs from the 1960s onwards.
As Bohlman states, however, the influence of nationalism on folksong has not always come from the top down, i.e. from state institutions and ideologies (p. 11).
The two have been coupled together since Johann Gottfried von Herder promoted folksong as the source where Germany could access the roots of its own culture (Herder 1778 and 1779; Bluestein 1972, p. 6) . The new idea, emanating from the Enlightenment, that '"the voices of the people" were audible in songs (Bohlman 2004, p. 42) having a national agenda. Significantly, however, in terms of which songs from this tradition were revived in each of these periods, the aforementioned aspect of selection can be seen to apply.
At the time of the 1848 revolutions throughout Europe there had been an 'explosion of national songs' because revolution was linked to nation building. As Bohlman writes, 'citizens [had] come to recognise the potential of taking nationalism into their own hands' (p. 55). However, precisely because this nationalism threatened the hegemony of the rulers in their kingdoms and principalities throughout Germany, most of these socially critical songs were silenced during the Vormärz and after the failed revolution (see Robb and John, 2013 Widmaier, 2008) However, these instances of reception are the exception rather than the rule. John 2008-2013) .
The Blum songs, some of which were widely sung in 1848-1849, completely disappeared from view until they were rediscovered by folklore researchers in the first decades of the twentieth century (e.g. Wirth, 1928; Schewe 1930; Heeger 1938) . 3 The fact that none appear in any prominent German song collections before Steinitz indicates the extent to which they had fallen into obscurity. The history of reception of 'O Du verratnes Deutschland' reveals an incident in the period 1848-1849 which points towards the repression of this song culture, whereby teachers at a school in Chemnitz were interrogated by police on suspicion of having taught pupils this song.
It was revealed, however, that the children had learned it outside of school, an indication of its popular circulation at the time (Willert 1960, p. 27 ).
Other Vormärz and 1848 songs, nationalist in orientation, which were largely ignored in song and poetry collections of the nineteenth century are those by protest songs were sung alongside German folk songs (Böning 2004, p. 201; Kirchenwitz 1993, pp. 27-35) , creating the model which came to characterise the GDR Singebewegung which emerged later that decade albeit with its greater ideological pro-state remit (see Robb 2007b, pp. 227-235) .
In the 1960s in West Germany, too, the nation's efforts to distance itself from the Nazi legacy and embark on a new democratic path resulted in a young generation of folk singers embracing the spirit and ideology of the American folk movement. At the anti-nuclear Easter Marches in West Germany of the early 1960s the singing of German texts to the melodies of songs such as "Down by the Riverside" and "We
Shall Overcome" reflected this influence (Böning 2004, p. 53) . Distinct from the conservative, nationalist folksong movements of the early twentieth century, these songs embodied a rebellious folk tradition, the like of which was previously unknown to most Germans. (Robb and John 2011, pp. 17-46) .
The 'selective tradition' of 1848 Songs
From 1849 up until after the Second World War, the songs of the 1848 Revolution did not take hold in Germany. As the history of reception shows, the 1848 Revolution was politically contested, its songs either prohibited or forgotten, resurfacing at intermittent points in the subsequent century (Robb and John 2013) . After the Second World War in the communist GDR, however, a reconnecting with 'progressive'
German cultural traditions occurred straight away and was conducted in a systematic way at an official level. 8 This was to contrast with the rather downbeat treatment of the 1848 song tradition three decades later in the GDR, which tended to emphasize the theme of revolutionary defeat, as will later be exemplified in relation to the group Wacholder's interpretation of 1848 songs in the 1980s (Robb 2007B, pp. 18-26) .
Further publications of 1848 songs in the GDR included influential collections by Bruno Kaiser (1952) Süverkrüp (1973) , Hein and Oss Kröher (1974) , Fortschrott (1980) , and other artists. 13 The selective approach to tradition was also evident here, whereby it becomes clear that certain types of 1848 songs are preferred over others. Reasons for this vary from current trends in musical style to the ideological associations of the songs. A case in point is the pathos-laden battle hymns such as the aforementioned Robert Blum and Friedrich Hecker songs 'Was zieht sich zur Brigittenau' and 'Hecker Hoch!' While these were acknowledged since Steinitz as important 1848 songs, they
were not popular choices among the singers and groups of the folk revival. The reasons for this are various. Musically, the militaristic gestus of these battle hymns was simply not palatable for the mostly pacifistic groups and Liedermacher, who in the 1960s and 1970s identified more with European and North American folk-singing styles and modern popular musical accompaniments. In this respect a major criterion of reception was how easily a song leant itself to the new folk idioms of the current music world. But also on an ideological level, the pathos of these tributes to Blum and Hecker did not resonate with members of the young countercultural generation.
After the experiences of the Third Reich, the youth were unlikely to identify with such pledges of unconditional belief in political icons. Thirdly, the aforementioned German nationalist aspect of the Blum and Hecker songs would have been suspicious to the alternative youth, who clearly wanted to distance themselves from the romantic notions of a German fatherland, irrespective of whether they had been intended in a progressive way in 1848. By the same token, this was clearly a double-edged association: as will later be examined, it was precisely the national aspect of the 1848 song repertoire which allowed it to be appropriated by central Federal institutions in the 1980s, keen to promote a new democratic image of Germany.
If, for the performers of the folk revival, pathos was out, critical irony was in.
Examples of well received songs were Georg Herwegh's 'Wohlgeboren' (Well Born), a satire of bourgeois opportunism, and 'Das Reden nimmt kein Ende' (The Talking Never Stops), a song mocking the 1848 Frankfurt assembly's inability to make decisions. Subversive street ballads such as the anonymous 'Bürgermeister Tschech', which lampoons a botched assassination attempt on the King of Prussia in 1844, was also popular, in conformance with the rebellious spirit of the 1968 student generation (see John 2008-2013 (brand-new protest songs, convincing in their musical and dramatic effect) (Mahnert and Stürmer 2008, p. 124) . Against the background of the student movement and the West German government's introduction of the Emergency Laws, these songs took on a special significance as an expression of political protest.
Channels of Transmission in the New Social Movements
From 1849 up until after the Second World War, the songs of the 1848 Revolution did not take hold in Germany. As the history of reception shows (see John 2008-2013) The New Social Movements were left-wing initiatives which emerged in the wake of the student rebellion of the late 1960s. In this respect, the German folk revival mirrored its American counterpart in its location within a social movement that can be used to channel tradition. Eyerman and Jamison describe how art and music play an important role in this process whereby individual and collective identities can be formed (1998, pp. 21-22) . This was a feature of the collective and participatory singing of the 'Hootenannies', just as the singing of civil rights songs such as 'We Shall Overcome', 'We Shall Not Be Moved' or 'Which Side Are You On?' reflected the 'ritual of performance' which can 'empower, help create collective identity and a sense of movement in an emotional and almost physical sense' (1998, p. 35) (Wader 1977) . The recording thus conveys the ritualistic, emotional aspect of the performance in its setting -that is, the intensity of the sentiments expressed against the West German establishment. 15 The ability of an audience to identify emotionally and intellectually with a song reflects what Eyerman and Jamison term 'cognitive praxis'. This is the acquisition of historical and cultural knowledge necessary to understand a tradition, to identify with it and to disseminate it further (1998, pp. 20-25) . In a social movement this is brought about by an interrelationship between academics, practitioners and activists. In the USA, the academic research of the Lomax and Seeger families provided the cognitive tool for many a practitioner. There was also the Highlander Centre (formerly known as the Folk School) in Tennessee, a meeting place for singers and activists from the 1940s onwards. Such an interplay was able to cross generations and thus further the nurturing of collective memory within the social movement (Eyerman and Jamison 1998, pp. 120-121; pp. 160-162) featuring 1848 songs were brought out by Hannes Wader ), Walter Mossmann (1978 , the Kröhers ( and 1991 ( ) and Zupfgeigenhansel (1978 . (Holler 2007b, p. 147) . This, too, had commonalities with the American folk revival, which, according to Robert Cantwell, represented 'a reconciliation of originally antagonistic socio-political developments, temporarily making common cause against
[…] the same adversary, mass or commercial culture ' (1996, pp. 355-356 .) As
Eyerman and Jamison point out, 'social movements are not merely political activities.
Perhaps more importantly they provide spaces for cultural growth and experimentation' (1998, p. 1) . and 1976 and ultimately expatriation to West Germany.
Institutionalisation of German democratic folk song

The 1848 Tradition in the GDR in the 1980s
The Inge Lammel collection of 1848 songs from 1957 had reflected the positive mood of the 'Aufbau' years in the GDR. The issue of the defeat of the 1848 revolution was, however, largely left unaddressed. It is interesting to compare this with the reception of the 1848 songs in the GDR folk scene in the 1980s, when the focus shifted to the theme of defeat. In these outgoing years of the GDR state, songs about the failure of the 1848 Revolution served as a subtext acknowledging the end of the socialist dream.
In the GDR folk scene of the 1980s such traditional folk songs offered the chance to air dissatisfactions, the expression of which was otherwise prohibited. According to the Wacholder member Matthias Kießling, the group had been drawn to the 1848 repertoire because of the incredibly wide range of themes. They were additionally 'a great peg on which one could hang a multitude of different political grievances'. 23 There was an unspoken understanding with the audience, who knew The folk musicians of the GDR, who had questioned their state's assumption to be the natural inheritor of the 1848 revolutionary song tradition, took stock of the new situation, re-orientating themselves in a new capitalist, united German landscape (see Robb 2007C, pp. 255-265 
